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FROM SHARON DANIELS 
DIRECTOR OF OPERA PROGRAMS I STAGE DIRECTOR, IDOMENEO 
Ah, Jdomeneo. It has been both humbling and exciting to approach, 
collaborate on, and direct this epic masterpiece containing some of Mozart's most incredible 
and passionate music. Idomeneo presents extremely challenging technical demands - in 
terms of musical and vocal talent, and in production and design. How would we find the 
character relationships, the humanity, amid the references to Neptune, sea monsters and 
terrible storms? What about the necessity for at least seven scene locations, and the preparation 
of all those choruses! 
We always choose our operas to give our young professional-track singers a broad 
range of performance challenges and styles. More importantly, we choose them to serve 
the specific talents at hand. This year, we are blessed with two remarkable casts of singer 
who are capable of standing up to those technical demands, and of giving fresh meanin, 
and context, as actors, to a score often performed by their experienced mentors. 
Becoming a credible actor in opera is no easy task. It requires specific technical training 
that brings free minds and bodies to the task, while honoring the composer as the first 
director. The score becomes the primary source for the actor's objectives, subtexts, intentions, 
transitions, and "beat" changes (places where an objective meets an obstacle or a tactic and 
an emotional or tactical change takes place). In opera, all of this work must happen with a 
precision faithful to the composer's choice of style, textual setting of emphasis, pitch, rhythm, 
melody, ensemble, dynamics, metrical sense, and particular language. 
The most freedom that our singing actors have in terms of the delivery of text, is in the 
secco recitativo (those accompanied only by continua). Here, an individual's internal subtext 
and rhythm can determine, in cooperation with other characters, more of when and how 
a character listens and responds, and what text receives emotional attention and variety. To 
assist in the credibility in the Italian language, our actors have Italian conversation classes and 
individual coaching by Professor Laura Raffo, and Italian-speaking coaches Allison Voth and 
Jeffrey Stevens, culminating in rehearsal with Maestro Lumpkin and mysel£ We always 
rehearse such recitatives first in spoken English, then move to spoken Italian invested with 
subtext, and finally intone them as recitative, shaped in the maestro's sense of style. 
Facing the technical and artistic challenges of design, I want to acknowledge our unique 
relationship with the School ofTheatre Arts, which always provides us with excellence in 
these areas. Award-winning designer and BU Professor Richard Chambers's beautiful set 
is both functional and artistically satisfying, and his "nuts and bolts" understanding and 
gentle collaboration are deeply appreciated. Lisa Geiger has my utmost respect for her 
professional response to the costume needs - researching, designing, searching, and 
pulling together a beautiful palate. Lighting designer Seth Dutcher provides the Aegean 
Sea, the change of time, and the special effects for Neptune's storms. We are blessed for 
this production with the expert design and technical assistance of the Huntington Theatr 
Company staff, to whom we owe great thanks. 
Thanks to Judith Chaffee for offering unprecedented assistance in the ensemble 
scenes, and to David Hoose for support in assigning our cherished chamber orchestra. 
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Act I, Scene 1 llia's Apartments (Early morning the first day) 
Ilia, a Trojan princess, is held in royal captivity in Sidon on the isle of Crete. 
Idamante, Prince of Crete, saved her from death. The two are fatefully attracted 
to each other, and in spite of their obvious differences, confess their deep attraction. 
As an act of goodwill and as a celebration of the safe return of his father Idomeneo, 
Idamante frees the Trojan prisoners. Elettra, daughter of Agamemnon, in exile 
from Argos (Greece), who has been promised the hand ofldamante, enters to 
protest. Arbace, the king's closest advisor, brings news that Idomeneo has died 
in a violent storm. Idamante rushes to the seashore to find the remains and seek 
possible consolation. Elettra bemoans her fate. 
Act I, Scene 2 The Seashore (A short time later) 
King Idomeneo, returning by sea from victory in Troy, has meanwhile vowed 
that if he escapes death in a violent storm, he will sacrifice to Neptune the first 
living thing he sees upon his safe return to his native shore. Idamante has grown 
into an adolescent while his father was gone, and father and son, who meet on 
the shore, do not at first recognize each other. To Idomeneo's grief, and Idamante's 
joy, they slowly realize the truth of their identities. Idomeneo, in horror, knows 
what he now must do to placate Neptune. He rejects his son without explanation 
and hurries away, leaving Idamante in despair. Word has reached Sidon that the 
ship has returned safely from Troy, and a celebration commences to welcome 
back the sailors. 
BRIEF INTERMISSION 
Act II, Scene 1 ldomeneo's Apartments (The next morning) 
Idomeneo confesses his hideous vow to Arbace, who devises a plan to try to 
hide Idamante from the gods in order to avoid making him a human sacrifice. 
Idomeneo will order his son to escort Elettra back home to Greece. Arbace is 
sent off to share the plan with Elettra. Ilia enters to offer thanks and allegiance 
to her new king, calling him her father. Idomeneo struggles with his decision. 
Elettra enters to express her gratitude, and Idomeneo leaves to inform his son. 
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Act II, Scene 2 The Port of Sidon (Mid-afternoon that day) 
Elettra expresses her happiness. Her retinue and those who have come to wish 
them well on their voyage express the beauty and good fortune of a placid sea. 
Idamante expresses his grief Just as their ship is to set sail, a violent storm 
breaks out. Idomeneo recognizes it as a foreboding message from Neptune, 
and offers himself in atonement for having defaulted on his contract, still not 
admitting the identity of the intended victim. Everyone flees. 
BRIEF INTERMISSIO N 
Act Il l, Scene 1 The Garden (Sunset that evening) 
Ilia asks the gentle breezes to take her love to Idamante. He appears and she 
confesses her love. Elettra and Idomeneo come in pursuit. Each bemoans his or 
her particular grievous situation. Arbace enters to tell Idomeneo that the Hig 
Priest is demanding an audience, because a horrible monster from Neptune h, 
appeared and many tragedies have beset the land. He expresses his pain and 
sorrow about what has happened. 
Act Ill, Scene 2 The Royal Plaza (That night) 
The High Priest has heard rumors that Idomeneo has made a vow to Neptune 
that has not been honored. He demands that Idomeneo name a human sacrifice 
so that the horrors will stop. The king confesses that his own son Idamante 
must be Neptune's victim. The people are stunned and saddened. 
Act Ill , Scene 3 The Temple of Neptune (Just before dawn) 
The Priests prepare Idomeneo for his role in the .sacrifice. Idamante has heard 
the news. Honoring his duty to the gods and wanting to free his people from 
doom, he resolves to kill the monster, and then approaches the temple of 
Neptune prepared to offer himself as the appropriate sacrifice. After an agonizing 
farewell between father and son, Ilia intervenes and offers her own life instead. 
The oracular Voice of Neptune breaks in, responding to the power oflove and 
innocence. He insists that Idomeneo must yield the throne to Ilia and Idamante. 
Everyone celebrates except Elettra, whose consuming jealousy makes her long 
for her own death. Idomeneo presents Idamante and his intended bride as the 
new rulers. The people call upon the gods oflove and marriage to bless the royal 
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WOLFGANG AMADE MOZART 
(1756-1791) 
''M adame Dorothea Wendling is arcicontentissima with her scene," an excited Mozart wrote to his father in November, 1780; "she wanted to listen to it three 
times in a row." Dorothea Wendling, who was to sing the role ofllia in Idomeneo, was one 
of many friends Mozart was delighted to see when he arrived in Munich to prepare for the 
opera's premiere the following January. These musicians, employed by Elector Carl Theodor, 
had moved from Mannheim to Munich in 1778 when he became Elector of Bavaria. 
This was the finest musical establishment in Europe, celebrated above all for its orchestra 
- an "army of generals," Charles Burney called them. Mozart knew these musicians well, 
having heard them in 1777-1778 on his journey to Mannheim and Paris in search of 
loyment - a futile search, it turned out. 
That journey, documented in letters peppered with Leopold's annoyance at his son's 
inability to deal with the realities of job-hunting, was a disaster. Not only did Mozart find 
no job; his first love, the talented young Mannheim soprano Aloysia Weber, jilted him . 
In Paris, there was genuine tragedy when his mother suddenly took ill and died. Leopold, 
forbidden by the Salzburg archbishop from going on this trip, never forgave his son for 
her death, insinuating that if he himself had been there, she would have recovered. The 
intimate closeness between father and son - "next to God comes Papa'' - began to 
unravel as Mozart matured, and this trip marked the turning point. 
In Mannheim, he encountered for the first time an orchestra that would pose no 
· technical limitations on his music. He had never heard such woodwind playing; from then 
on, his own writing for these instruments took on the flair and color - and demanded the 
skill - that Mannheim's principal flute, oboe, bassoon, and horn routinely demonstrated. 
Idomeneo calls upon their talents throughout, most touchingly in the wind concertante 
for Ilia's Act II aria, "Se il padre perdei" - where the solo flute p~t was performed by 
Mme. Wendling's husband, Johann Baptist Wendling. Very often, Mozart calls for special 
coloristic touches by instruments he rarely if ever used elsewhere - piccolo, trombones, 
muted trumpets and horns, muffled timpani. Such meticulous orchestration could only 
have been composed with these musicians in mind; yet at the same time, he was playing 
to the tastes of the Munich court. Carl Theodor, who (like Frederick the Great in Berlin) 
spoke and corresponded in French, enjoyed the spectacular choruses, scenic effects, and 
dances of tragedie lyrique. Mozart's background was Italian - he had cut his teeth on 
opera seria as a child - but by the time he wrote Idomeneo he was acquainted with French 
idioms as well. 
In Paris, Mozart had spent three months in the house of Baron Friedrich Melchior 
Grimm, whose friends included Diderot, Voltaire, and Rousseau and who was the editor 
f the Correspondance litteraire, a newsletter about current Enlightenment thinking whose 
dership included, in addition to most of Europe's crowned heads, Leopold Mozart. 
rimm extolled the virtues ofltalian opera over French h·agedie lyrique in his newsletter, 
and contributed an important article on the libretto to the Encyclopedie. Opera was a hotly 
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debated topic in Paris and a favorite topic of his. Also in Paris at that time was the great 
opera reformer Christoph Willibald Gluck, whose Alceste, Iphigenie en Aulide, and Iphigenie 
en Tauride were staged there. While Gluck's insistence on the primacy of drama over 
music took matters somewhat farther than Mozart was prepared to go, nevertheless his 
influence is apparent in many places in Idomeneo. One brief, powerful example is the oracle 
scene in Act III, which is modeled on its counterpart in Alceste, including the trombones 
- a suggestion of Leopold's. 
Although we tend to think of Mozart as a composer of comic operas, before 1780 he 
wrote mostly opere serie. It was later, in the Vienna of Joseph II, that he concentrated on 
opera buffa, for the very practical reason that Joseph preferred it. Those years were yet to 
come when, in the summer of 1780, he received the commission from Munich for an 
opera on the Idomeneus myth. He poured into it everything he had learned in Mannheim 
and Paris, making this the richest and most complex score he had ever written, a giant 
step beyond his previous operas. 
Idomeneo's theme of human sacrifice was a major topic in the Enlightenment, a case 
exhibit for the philosophes' sharp-tongued anti-clericalism. In Greek tragedy, Agamemnon 
sacrificed Iphigenia to gain favorable winds to sail to Troy; therefore his wife Clytemnae 
killed him, and their children, Orestes and Electra, killed her - blood justice, generation 
after generation, to placate the gods. But the gods are never placated and the killings never 
cease. The biblical stories of Jephthah and Abraham and Isaac also deal with parents who 
are ordered to kill their children. The Enlightenment called such sacrifices murder and 
laid the responsibility on priests - arrogant men who interpret God's laws in suspicious 
ways and for their own purposes. Kant declared the portrayal of God in the Abraham-
Isaac story to be so vicious that priests must have made it up. In artworks on the theme 
of sacrifice byTiepolo, Boucher, Fragonard, and others, it is priests who are the villains. 
In Idomeneo, the only character portrayed in a negative light is the High Priest. 
Mozart's librettist for Idomeneo - whom he may have selected himself - was 
Giambattista Varesco, a Salzburg court chaplain. The two of them - or more likely, 
Mozart alone - chose as model the 1712 Danchet-Campra tragedie lyrique, Idomenee. 
Following its general lines for the first two acts, they completely reshaped Act III to 
reflect Enlightenment values, dramatizing the ancient myth of the Cretan king as a 
contrast between ancient and modern justice. The older generation is represented by 
ldomeneo, a good man though heedless and exhausted by war, and by Elettra, an angry, 
frustrated victim of the old blood killings. Both rail against the gods but still obey them; 
they know no other way. Ilia and Idamante are the younger generation, untouched and 
therefore unhindered by the tragic past. In pivotal scenes, this generational contrast is 
expressed in terms of dramatic events in nature. Neptune causes two storms and a near-
shipwreck, identified with Idomeneo and Elettra. Mozart never wrote storm music again; 
for him, nature is more often a spiritual haven, a place of refuge. It carries this association 
with Ilia, who in her Act III aria, "Zefiretti lusinghieri," seems almost to summon this 
gentler nature. The magnificent quartet in Act III pairs the two generations against each 
other while also showing them as four suffering individuals. Ultimately, the need for 
sacrifice is averted, not by a deus ex machina - the traditional means still employed by 




and finally to all of Crete, turns the plot around. Ha vinta Amore, the oracle proclaims: 
Love conquers all. 
As composition proceeded in the fall of 1780, letters about the opera flew back and 
forth between Mozart and his father, despite the near-rupture in their relationship that 
followed the composer's journey to Mannheim and Paris. They collaborated frequently 
and in fascinating detail until January 22, when Leopold and Nannerl left Salzburg for 
the premiere on January 29 - two days after Mozart's twenty-fifth birthday. For no other 
work do we have such a complete record of decisions made, problems faced, and revisions 
called for at the last minute: at one point, Mozart composed directly onto the copyist's fair 
copy. Especially poignant are the letters dealing with the recognition scene in Act I, when, 
after nine years' separation, father and son are tragically reunited. One cannot read these 
letters without sensing the raw pain Leopold and Mozart must have felt while talking 
about failed communication between father and son, Mozart arguing that the scene was 
far too long, Leopold vehemently protesting. Mozart had the last word; it was cut. 
This father-son correspondence is so rich that it is all the more frustrating that their 
· · nt presence in Munich left us with no letters about the opera's three performances 
ore Lent began and theaters shut their doors. About two weeks after the premiere, 
a newspaper reported that Idomeneo, the work of"people from Salzburg," deserved high 
praise for its choreography and scenery. Not a word about the music. 
In March, Mozart was summoned to Vienna by Archbishop Colloredo, and he 
remained there until his death ten years later. Extremely proud of Idomeneo, he tried by 
several means to get it produced there, but to no avail. Finally, a significantly revised 
version was given at a private home in 1786, in what we now believe was a fully staged 
performance. According to his wife Constanze - a sister of the Aloysia who had captured 
his heart in Mannheim - Idomeneo was his favorite opera and a profoundly personal one. 
In 1783, on a visit to Leopold and Nannerl in Salzburg, the four of them sang through the 
Act III quartet. Leopold took the part of the father, Idomeneo, and Wolfgang that of his 
son, Idamante. Constanze sang Ilia, and Nannerl, Elettra. According to Constanze, her 
husband "was so overcome that he burst into tears and quit the chamber, and it was some 
time before I could console him." 
- Roye E. Wates 
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Production Team 
Paul Shafer Assistant Director 
Christi en Polos Assistant Choreographer 
Roger Meeker Associate Director for Design 
and Production 
Todd Williams Production Manager 
Dana Knox Design and Production Coordinator 
Kate Ford Production Associate 
Amanda Zadorian Assistant Stage Manager 
Karina Shorten Production Assistant 
Nicole Adams Production Assistant 
Thom Kauffman Stage Management Advisor 
Dan Ramirez Interim Technical Director 
Lisa Antonecchia Assistant Technical 
Director /Procurement 
Adam Godbout Assistant Technical Director/Drafting 
Robert Picone Scene Shop Foreman 
Larry Dersh Master Carpenter 
Keith Jackson Lead Carpenter 
Aaron Turcotte Stage Carpenter 
Andrew Gitchell Run Carpenter 
Eric Huss Drafting and Carpentry 
Oliver Bassett Scenic Carpenter 
Peter Dean Scenic Carpenter 
Brendon Downie Scenic Carpenter 
Jimmy Farrell Scenic Carpenter 
Milosz Gassan Scenic Carpenter 
Ted O'Neil Scenic Carpenter 
Victor Smith Scenic Carpenter 
Derek Wood Scenic Carpenter 
Dana Atterbury Scenic Welder 
Carrie Walker Scenic Welder 
Lisa Staffelbach Scenic Artist 
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Megan Claffey Assistant Scenic Artist 
Lucas Doyle Stage Crew 
Brett Rogers Stage Crew 
Benjamin Silverstein Stage Crew 
Kristine Holmes Properties Master 
Laura Manning Assistant Properties Master 
Andrew Deshazo Properties Run 
Carlos Romay Assistant Costume Designer 
Hillary Derby Costume Director 
Virginia Emerson Assistant Costume Director 
Lisa Dezmelyk Head Draper 
Denise M. Wallace Costume Crafts/Dyer 
Becky Hylton First Hand 
Sarah Aldridge Crafts Assistant 
Janet Meyers Crafts Assistant 
Penney Pinette Stitcher 
Mariann Verheyen Costume Design Advisor 
Christine Marr Wardobe Coordinator 
Jeffrey Burrows Dresser 
Cordelia Reynolds Wardrobe Crew 
Juliet Totten Wardrobe Crew 
Jason Allen Wigs and Make-up Design 
Jeff Brewer Assistant Lighting Designer 
Brian Pratt Master Electrician 
Mark Lanks Assistant Master Electrician 
Evan Vorono Light Board Operator 
Brendan Hearn Follow Spot Operator 
Daniel Dungan Follow Spot Operator 
Tom Sturge Lighting Design Advisor 
Ben Emerson Sound Supervisor 
Andy Aldous Production Sound Engineer 
SHARON DANIELS I Associate Professor and Director of Opera Programs at the Boston 
University School of Music, turned to directing following her 20-year career as principal 
operatic soprano. Her performance career highlights include appearances with San Francisco 
Opera, New York City Opera, Houston Grand Opera, and Opera Theatre of St. Louis, 
singing in such venues as the New York State Theater at Lincoln Center, the Kennedy 
Center, the Dorothy Chandler Pavilion, the Guthrie Theatre, and the Edinburgh Festival. 
Professor Daniels's career has included title roles in Manon, The Ballad of Baby Doe, 
The Meny Widow, La Belle Helene, Carlisle Floyd's Susannah, Hiram Titus's Rosina (premiere); 
Curly's wife in Of Mice and Men, Rose Maurrant in Street Scene, Pat Nixon in Nixon in 
China, Birdie in Regina, Concepcion in L'Heure Espagnole, Adele in Die Fledermaus, Mimi 
and Musetta in La boheme, Pauline L'Allemande in Susa's Black Rive1; and Rosabella in 
the Broadway revival and PBS Great Performances production of The Most Happy Fella. 
Professor Daniels made her professional directing debut to critical acclaim with The 
ad of Baby Doe at the Boston Lyric Opera and the Lyric Opera of Kansas City. For 
ton University, she has directed the 1997 production of A Midsummer Night's Dream, 
Street Scene, Le nozze di Figaro, Meny Wives of Winds01; A Month in the Counhy, Pauline 
Viardot's Cendrillon, Hansel and Gretel (for the Chelsea schools), Dialogues of the Carmelites, 
Albert Herring, La clemenza di Tito, The Medium,and Die Fledermaus. Professor Daniels also 
teaches voice and acting. 
WILLIAM LUMPKIN I Associate Professor and Music Director of the Opera Institute at the Boston 
University School of Music, has conducted productions of La boheme, Gianni Schicchi, Postcard 
from Morocco, La clemenza di Tito, Beah'ice and Benedict, Le nozze di Figaro, Dido and Aeneas, 
-The Village Singei; and the premiere of Antigone by BU faculty composer Marjorie Merryman. 
Professor Lumpkin recently conducted critically acclaimed performances of the Philip 
Glass opera Galileo Galilei at the Brooklyn Academy of Music and at the Goodman 
Theatre in Chicago. Since 1999, Professor Lumpkin has also served on the music staff at 
Opera Theatre of Saint Louis, as Assistant to the Music Director/ Associate Chorus Master, 
as well as cover conductor for the operas. He made his professional debut with OTSL 
during the 2001 season, conducting a matinee performance of La boheme, and traveling 
with the company to Japan for the Japanese premiere of The Tale ofGenji, preparing both 
the Tokyo Philharmonic and the Tokyo Opera Singers. In the 2002 season, Professor 
Lumpkin conducted OTSL performances of The Magic Flute and Lucia di Lammermo01; 
and in 2003, he will conduct the premiere production of Jonathon Dove's Flight. 
His other professional credits include Boston Lyric Opera, where he served as Associate 
Conductor/Chorusmaster, and was also engaged by the Chicago Opera Theater in the 
same capacity for the Phillip Glass operaAkhnaten. In November 2002, Professor Lumpkin 
was guest conductor for the UIUC production of Gounod's Romeo et Juliette, receiving 
rave reviews. Professor Lumpkin has also been affiliated with the Los Angeles Opera, the 
CLA Opera, the USC Opera, and Oberlin Conservatory. 
He received his Bachelor of Music from the Eastman School of Music and holds 
egrees in Conducting and Collaborative Piano from the University of California at Santa 
Barbara and the University of Southern California. 
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ALLISON VOTH I Assistant Professor and Principal Coach at the Boston University School of 
Music, is a well-known coach in New York and Boston. She has worked with such companies 
as Boston Lyric Opera, Boston Academy of Music, Chautauqua Opera, the Verisrno Opera 
of New Jersey, Opera North, Boston Opera Guild, Cantata Singers, the Florence Vocal 
Seminar and the Athens Music Festival. Last year she made her conducting debut with 
Boston University's School ofTheatre Arts production of Kurt Weill's The Threepenny Opera. 
As a champion of new music, she has performed and assisted in many premieres with 
ALEA III, Collage New Music, The New Music Consort, The Group for Contemporary 
Players, and the National Orchestral Association New Music Project. She is a specialist 
in the music and literature of Paul Bowles, and produced and performed a multimedia 
performance entitled Paul Bowles: One Man, Two Voices at Merkin Hall in New York City. 
The EOS ensemble consequently invited her to participate in its Paul Bowles Festival in 
New York City, in which she premiered a set of piano preludes. 
Professor Voth, fast becoming known for her supertitles, has written titles for Boston 
University's Opera Institute productions of Le nozze di Figaro, Cosi fan tutte, and this 
production of Idomeneo. This fall her titles were used in the Boston Academy of Music 
production of La ]ongleur de Notre Dame. 
Professor Voth serves as Principal Coach for the Opera Institute and teacher of English 
and French diction for the Voice Department; she can be heard on CRI recordings. 
TOMER ZVULUN I Stage Manager, has stage-managed more than thirty operas. Mr. Zvulun 
has spent three seasons as Stage Manager for Israel's premiere opera company, The New 
Israeli Opera in Tel Aviv, where he worked on a diverse repertoire including Don Giovanni, 
Macbeth, Norma, Billy Budd, Turandot, Otello, and L'elisir d'amore. As an assistant director 
for the Israel Vocal Arts Institute, the summer workshop under the Metropolitan Opera's 
Joan Domemann, he has worked for four seasons on numerous productions including 
Hansel and Gretel, Ariadne aef Naxos, Aleko, La traviata, Pe/leas et Melisande and The Rape 
of Lucretia. Other credits include the Israeli premiere of Les Miserables, Othello at the NYC 
Pantheon Theatre, Carmen at Kentucky Opera, Die Fledermaus at Indianapolis Opera, 
and Beatrice and Benedict, Kaiser from Atlantis, Cosi fan tutte and Die Fledermaus at Boston 
University. Upcoming engagements include Tosca and Flight at Opera Theatre of Saint Louis. 
JUDITH CHAFFEE I Associate Professor of Theatre Arts, has,,,"horeographed for the Boston 
University School ofTheatre Arts and Opera Institute for 15 years, including The 
Threepenny Opera, Into the Woods, Die Fledermaus, Beatrice and Benedict, and the recent 
dance production Aurora Borealis. Professor Chaffee choreographed and performed with 
Boston Dance Collective for twenty years, and has had work commissioned by companies 
in the U.S., Denmark, and South Korea. Her recent acting roles include the female mime 
in the opera Postcard from Morocco, Puck in the 1997 Boston University production of 
Britten's A Midsummer Night's Dream, and Mrs. Barker in Miller's The American Dream. 
Visit her website at www.commedia-dell-arte.com. 
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The Boston University Opera Programs 
~e Boston University Opera Programs in the College of Fine Arts School of l1~usic are composed of the Opera Institute and Opera Workshops. The programs 
are under the guidance of Director of Opera Programs Sharon Daniels, Music Director 
and Conductor William Lumpkin, Artistic Advisor Phyllis Curtin, Principal Coach 
Allison Voth, Repertoire Coach Jeffrey Stevens, and distinguished members of the voice 
faculty, guest artists, and staff 
The Opera Institute, founded in 1987 by Dean Phyllis Curtin, is a non-degree 
performance based professional training program for the advanced singer preparing for 
an operatic career. Chosen by national auditions, twelve singers are given free tuition and 
stipend support for an innovative two-year residency that provides the crucial transition 
between student training and professional career. 
Advanced singers from the Opera Workshops work alongside Opera Institute singers 
cting and movement classes, and form a casting pool for the two full-scale productions 
e Boston University Theatre, performances of chamber operas as part of the Fringe 
estival, outreach projects, and several opera scenes programs. 
For more information about these programs, please visit our website at www.bu.edu/opera. 
Special Thanks 
Boston Children's Opera 
For providing the children supers in each performance 
Huntington Theatre Company 
Especially Todd Williams, Dan Ramirez, Kristine Holmes, Lisa Staffelbach, 
Hillary Derby, Brian Pratt, and Ben Emers9n 
Spring Events 
Opera Scenes 
Performed by members of the Opera Workshops 
and the Opera Institute 
Tuesday, April 29 and Wednesday, April 30, 2003 
6:00PM 
Boston University College of Fine Arts 
TheatreLab @ 855 
855 Commonwealth Avenue, Boston 
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Faculty and Staff 2002/2003 
OPERA INSTITUTE AND OPERA WORKSHOPS 
Sharon Daniels* Director of Opera Programs 
Phyllis Curtin Artistic Advisor 
Nina Pleasants Acting 
Judith Chaffee Prinopal Movement Coach, 
William Lumpkin Music Director/Conductor 
Allison Voth Principal Coach/Supertitles 
Jeffrey Stevens Repertoire Coach 
Period Styles, Ballet 
Ruth Levin Ballet 
Robert Westley Stage Combat 
Christien Polos Period Styles, Ballet 
Betsy Polatin Alexander Technique 
James Petosa Stage Director 
Eve Budnick Pianist/Coach 
Matthew Larsen Pianist/Coach 
Laura Raffo Italian Conversation 
Sharon Daniels Acting Scott Glasser Stage Director 
Claude Corbeil Acting Henry Price Stage Director 
Christine Hamel Acting Sharon Daniels Stage Director 
Frank Kelley Acting 
OPERA INSTITUTE AND VOICE MASTER CLASSES 
Featunng.· Carole Bajac, Claude Corbeil, Phyllis Curtin, Janice Mancini Del Sesto, Lukas Foss, Larissa Gergieva, 
Colin Graham, Warren Jones, Jay Lesenger, Stephen Lord, Marlena Malas, Phyllis Pancella, Richard Pearlman, 
Angelina Reaux, Michael Scarola, Stephen Steiner, Rae Tattenbaum, Richard Wargo, and distinguished 




•Denotes Chair of department 







BOSTON UNIVERSITY OPERA INSTITUTE STAFF 
Susan Ormont 
Z. Edmund Toliver 
Helen Puckett Voice, Opera, and Choral Program Coordinator 
Brent Wilson Graduate Assistant 
Meredith Woodend Graduate Assistant 
Paul Shafer Graduate Assistant 
Alexandria Sieja Graduate Assistant, Programs 
Nina Yoshida Graduate Assistant 
Ekaterina Konopleva Production Intern 
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-Boston University School of Music Faculty 
STRINGS Ian Greitzer clarinet ORGAN Charles Fussell* 
Steven Ansell viola* Toby Hanks tuba James David Christie John Goodman* 
Edwin Barker Ronald Haroutunian Nancy Granert Samuel Headrick* 
double boss* bassoon Gerald Weale* David Kopp* 
Lynn Chang violin Scott Hartman trombone* Ludmilla Leibman* 
lseut Chuat cello Gregg Henegar bassoon VOICE 
Sarah Arneson* Marjorie Merryman* Jules Eskin cello Daniel Katzen horn Tetyana Ryabchikova 
Emily Halpern-Lewis harp Lynn Larsen horn Penelope Bitzas* Tison Street Claudia Catania* Raphael Hillyer viola Charles Lewis trumpet 
Kendra Colton Gerald Wea le* Bayla Keyes violin* Richard Mackey horn 
Sharon Daniels* Steven Weigt* Michelle Lacourse viola* Thomas Martin clarinet 
Lucia Lin violin* Richard Menaul horn Mark Goodrich* MUSIC EDUCATION 
Malcolm Lowe violin Michael Monaghan Phyllis Hoffman* Andre de Quadros* 
Dana Mazurkevich violin saxophone Frank Kelley Joy Douglass 
azurkevich violin' John Muratore guitar Joanna Levy Ann Howard Jones* 
Mizuno violin Craig Nordstrom clarinet Susan Ormont Katherine Leaman-
Richard Ranti bassoon Z. Edmund Toliver* Genovese George Neikrug cello William McManus 
James Orleans double boss Thomas Rolfs trumpet HISTORICAL Sandra Nicolucci 
Leslie Parnas cello Matthew Ruggerio PERFORMANCE Anthony Palmer 
Ann Hobson Pilot harp bassoon Christopher Krueger 
Eric Ruske horn* Baroque flute Steven Scott Michael Reynolds cello* 
Todd Seeber double boss Chester Schmitz tuba Marilyn McDonald CONDUCTING 
David Sayer cello Robert Sheena English 
Baroque violin David Hoose* 
horn Emlyn Ngai 
John Stovall double boss Ethan Sloane clarinet* Baroque violin Ann Howard Jones* 
. Roman Toten berg violin James Sommerville horn Martin Pearlman* David Martins 
Michael Zaretsky viola Linda Toote flute Peter Sykes harpsichord OPERA INSTITUTE 
Peter Zazofsky violin* Charles Villarrubia tuba John Tyson recorder Judith Chaffee 
WOODWINDS, BRASS, Jay Wadenpfhul horn MUSICOLOGY Claude Corbeil 
AND PERCUSSION Douglas Yeo trombone John Daverio* Phyllis Curtin 
Laura Ahlbeck oboe Jacques Zoon flute Elizabeth Seitz Sharon Daniels* 
Ronald Barron trombone PIANO Joel Sheveloff* William Lumpkin* 
Jonathan Bisesi percussion Anthony di Bonaventura* Lisa Urkevich* Christien Polos 
Peter Chapman trumpet Maria Clodes-Jaguaribe* Jeremy Yudkin* Laura Raffo 
Doriot Dwyer flute Jeffrey Stevens 
Terry Everson trumpet* Tong-II Han* THEORY AND Allison Voth* 
John Ferillo oboe 
Linda Jiorle-Nagy COMPOSITION 
Richard Flanagan COLLABORATIVE PIANO Martin Amlin* *Denotes full-time faculty 
percussion Michelle Alexander Theodore Antoniou* 
Joseph Foley trumpet Shiela Kibbe* Whitman Brown 
Marianne Gedigian flute Robert Merfeld Richard Cornell* 
imothy Genis percussion Lukas Foss* 
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TO THE COLLEGE OF FINE ARTS MUSIC PROGRAMS 
$50,000 AND ABOVE John A. Davidson $250TO $499 
Alea Ill Inc. William E. Earle Lisa Agan 
Greek Ministry of Culture Dean S. Edmonds Foundation George L. Andersen 
Surdna Foundation Ann and Gordon Getty Foundation Margaret Barton 
$25,000 TO $49,999 Larry G. and Ann Howard Jones Brookline Library Music 
John and Kathryn Silber Ruth R. Levine Association 
The Estate of Mary Ann Gannam William E. Lord Beth S. Chen Buslow 
Trust for Mutual Understanding Marshalltown Development Dorrit P. Castle 
Yamaha Corporation of America Foundation Joan C. Cavicchi 
Margaret A. Metcalf Henry Davis Jr. 
$10,000 TO $24,999 The Presser Foundation Miller Bonner Engelhardt 
G.C. Andersen Family Foundation Herbert Schilder Carolyn B. Fowles 
The Clowes Fund Joan B. Schilder Dr. and Mrs. Arlan F. Fuller 
Mr. and Mrs. Saul B. Cohen Avedis Zildjian Company David M. Hadley 
Cricket Foundation Charles Stakely, Jr. Julia Hennig 
Dr. and Mrs. James P. Galas Norman E.Turner Susan W. Jacobs 
National Endowment for the Arts $500 TO $999 James E. Klingler Helen Salem Philbrook John E. Loveless Sandra L. Brown Virginia E. Withey 
John Minge Cameron Rabbi Lewis Mintz 
$5,000 TO $9,999 Richard Carmel Charitable Michael Orzano 
The Dante Alighieri Society Remainder Trust Bernard G. Schwartz 
Mr. Antonio M. Galloni M. Taylor Dawson, Jr. Mr. and Mrs. Joseph Sgro 
Esther B. Kahn Charitable Edna L. Davis Helen Steineker 
Income Trust / Elisabeth P. Thompson Ann B. Dickson 
Renaissance Musical Arts, Ltd. June K. Goettsch 
$1,000 TO $4,999 Dr. and Mrs. George Hatsopoulos 
Anonymous Col. Capers A. Holmes, USAF (Ret.) 
Linda Cabot Black David Carlton Kneuss 
Boston Cultural Council Patrick S. Ryan 
Eugene and Virginia Brown Mr. and Mrs. Mose W. Stuart Ill 
Dorothy D. Cameron Victor Villagra 
Elizabeth D. Campbell 
Due to program deadlines, some donor names may be absent from this list. Thank you for your understanding. 
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I 
Join the Friends of Music 
Contributors to the College of Fine Arts Music Programs belong to a special group of people responsible for the support of educational 
activities, events, programs, performances and many other departmental needs. 
You can help support these talented young artists by joining the Friends of 
Music at the College of Fine Arts. For information, please contact Ellen Carr 
at the Boston University College of Fine Arts, 855 Commonwealth Avenue, 
Boston, MA 02215 or call (617) 353-8783. 
Boston University College of Fine Arts Administration 
Walt C. Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School ofTheotre Arts 
Jeannette Guillemin, Assistant Director, Schaal of Visual Arts 
Patricia Mitro, Assistant Dean, Enrollment Services 
Nancy Lewis, Executive Operations Officer, School of Music 
Janice Provencher, Financial Administrator 
Ellen Carr, Executive Director for External Relations 
Elly Muller Reardon, Director of Public Relations 
Karla Cinquanta, Alumni Officer 
oston University College of Fine Arts· 855 Commonwealth Avenue, Boston, MA 02215 
(617) 353-3350 • www.bu .edu/cfa 

